JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org. 'Giorgione's Dresden Venus has been called by Georg Richter the first chef d'oeuvre of the High Renaissance in northern Italy, a perfect expression of the spirit of Humanism, and an example of specifically Greek classicism. Though the interpretative aspects of these pronouncements have been subject to revision (see below), the cardinal importance of the work is still maintained. Giorgione established the reclining female nude as a major artistic theme. Thereafter, Giorgione's example was modified in a variety of directions. Cf., for example, Girolamo da Treviso's Sleeping Venus in the Gal- The most natural nude in Arcady is the standard nymph soon to be stumbled upon by a prowling satyr, and it is by no means immediately clear that this is not an option for the interpretation of Giulio's Woman. Still, she is not the usual sort of nymph. She is alone, and nymphs normally are either spied upon by satyrs or keeping company with other nymphs. The self-absorption of Giulio's seemingly undisturbable figure demands explication and gives the engraving a calm unexpected were the subject indeed an ordinary nymph. Giulio's figure is neither so regal as a Venus nor so accessible as the ordinary nymph.
paintings and were not in the market for surrogates. In making this print, Giulio addressed a special public-sophisticated, critical, and not in a position to be flattered like the patron of a unique painting.
Marcantonio Michiel described a miniature owned by Pietro Bembo in terms that suggest a strong similarity to the present engraving. Michiel jotted down that he had seen: "una nuda tratta da Zorzi, stesa e volta" ("a nude drawn from Giorgione, reclining and turned").6 This documentary reference and an engraving by Marcantonio Raimondi which uses an apparently related reclined female form (B. 359) have been the traditional beginning points for the consideration of Giulio's engraving. Though I shall return to this evidence later, first I intend to argue that Giulio's work is to be understood not as an illustration, however generic, of pastoral myths, but as the most succinct of treatises on the nature of women. "'Li dui quadretti di capretto inminiati furono di mano di Julio Compagnola; luno e vna nuda tratta da Zorzi, stesa e e volta, et l'altro una nuda che da acqua ad vno albero, tratta dal Diana, cun dui puttini che zappano" (Frinmmel, 22 XOnly in a footnote did he acknowledge that the Venus Pudica gesture rightly belongs to a standing figure. Freedberg, 134, comments that the left hand "denotes not the act of love but the recollection of it" and says of the figure "she dreams his [Giorgione's] dream herself." For a recent re-evaluation of the eroticism of the Dresden Venus, see Goffen, 682-706. She finds this to be an image of "woman's sexuality, dangerous, to be sure, but given appropriate expression in marriage," and interprets the gesture as distinctly masturbatory, bearing with it connotations of fertility. Paul Kaplan gave a talk on the same subject at the I990 The most natural nude in Arcady is the standard nymph soon to be stumbled upon by a prowling satyr, and it is by no means immediately clear that this is not an option for the interpretation of Giulio's Woman. Still, she is not the usual sort of nymph. She is alone, and nymphs normally are either spied upon by satyrs or keeping company with other nymphs. The self-absorption of Giulio's seemingly undisturbable figure demands explication and gives the engraving a calm unexpected were the subject indeed an ordinary nymph. Giulio's figure is neither so regal as a Venus nor so accessible as the ordinary nymph.
How the engraving is interpreted depends on how much emphasis is given to the various deviations from pastoral norms, many of which deviations are merely omissions. Still, pastoral is a convention not tolerant of much tampering, and the more we attempt to fit Giulio's engraving into the types of pastoral imagery, the more pronounced its peculiarities become. It conforms in little more than the rejection of lofty decorum. Otherwise, it is plausibly the work of an artist playing with the possibility of erasing myth and its aura from art. Whereas pastoral puts meaning into landscape, here there is minimal landscape, and what little there is has been adulterated by buildings. Pastoral is about "piacevole ozio" and the longing for repose; this woman is the picture of discomfort as she props herself against that unpropitious stump. Pastoral is about innocence; this image is not. Pastoral is nostalgic, bearing the pretense to have been true once upon a time. Nothing in this image demands that we think back to primitive antiquity. Admittedly, pastoral is resistant to formulaic analyses. Its very essence, it has been said, is the invalidation of rational and linear, or even of precise, thought. 14 Pastoral also is about a profound sense of time that, while not the timelessness of an icon, isn't the ticking clock of narrative, either. Perhaps the largest significance of pastoral in the Renaissance is that doubleness or masking of self so that fact and fiction are reconciled and truth becomes malleable, though at the same time elusive. Pastoral, in short, idealizes mystery rather than knowledge, even as its visualization relies on shadows rather than clarity of contours. Although the content of pastoral is vague and moody, the visual conventions of pastoral are quite predictable and not altogether elastic. The role of the female nude usually is either comic or iconic, and this figure's sleeping posture deviates insofar as it is not about vulnerability or implicit invitation. She is not to be identified as Venus because to do so would be to ignore the rebuff the figure offers the male viewer. She lies there as a talisman by which men may view women without desire.
To make this woman not Venus and not an ordinary nymph allowed Giulio to avoid either simple seriousness or simple comedy.16 If the way the woman's head settles uncomfortably against a stump removes this image from others of luxurious languor, the delicacy of the sliding shadows Giulio so labored to create dignifies the composition without idealizing the figure. Without shadow there is no pastoral; and shadow, even more than the nude, is a fact of nature which was thoroughly poeticized for a Renaissance viewer. Shadow in Petrarchan poetry symbolizes escape from the ASLEEP IN THE GRASS )F ARCADY fiery rays of love. Here shadow helps to convey the idea of release from the rays of passion and also the metaphorical heavy darkness of corporeality and sleep. The twist is that rather than the woman portrayed in the shady woods escaping from fiery passion, the male viewer may. One of the lessons drawn from Venetian documentation of sex crimes by Guido Ruggiero is that passionate love, feared as a debilitating though temporary disorientation, was commonly distinguished from its favorable counterpart, moderate affection. 7 The city that brought us the memorable spinoff on Apuleius' Golden Ass, that is, the Hypnerotomachia Poliphili, is a city that might well feel as great a need for visual tonics against the power of the female form as for the luscious oil paintings of Venus that Charles Hope has described as bedroom paraphernalia.
I8 Venice, a city with a highly developed courtesan culture, was also a place unusually well provided with treatises written by men for men on how to guard against the weaker sex. '9 Pietro Bembo wrote in Gli Asolani in 1505 about how men in ancient times used to pretend to think of women as nymphs and women's ensnaring of men-through their intense gaze, it is important to note-as the underlying truth in the metaphor of the hunt of woodland nymphs.20 Bembo chose to think of pastoral conventions as a convenient fiction whereby men might see in playful light the everyday reality of themselves as prey bound to be caught. Giulio's sleeping nymph begins to look like a twist in this game: the huntress is at rest, her dangerous eyes unthreatening. She is like a sleeping Cupid, though perhaps her image is less a tribute to love than a trace of real anxiety. There is a not inconsiderable literature of resentment against "la donna crudele" in sixteenth-century It- 44Fehl, I53-68. It is worth remembering, in relation to Giulio's treatment of the nude, the lack of apparent erotic appeal to the men in this painting. Although it is a tricky thing to say whether Giulio's woman is heavier than the ideal woman would be, Equicola, 1619, stated as a desideratum "non grassa, ma carnosa." 4SPaul Kaplan, the chair of the session at which this paper was first delivered, suggested that the anxiety specifically associated with landed holdings during the War of the League of Cambrai is more pertinent than desire in itself. See further on reflections of the war, Kaplan, 405-27, and on the war itself, Gilbert, 274-92. See also on terra mater, identified with either Pomona or Vesta, Kliemann, 300-01, citing Giovanni Nanni's Antiquitatuim variarutn volumilina of 1512, as well as, on a more popular level, St. Francis' Canticle o the Creatures. Ancient authors, Ovid for example, spoke without apology of women as fields to be ploughed,46 and Luigi Dardano, writing in Venice in 151o, similarly described a woman as a natural thing given by God to be used with discretion, in herself no worse than the earth which is made good by good seed.47 To interpret a woman as like the earth was to see her as in need of discipline and cultivation, though not in herself a power threatening evil. Needless-tosay, this is a drastically different philosophy of the female than the Neoplatonic or Petrarchan. 48 It was, furthermore, a convenient one for a Venice intending to satisfy its ambitions increasingly upon the land rather than upon the sea.49 Indeed, one of Dardano's other metaphors for men's retrieval of good from so unlikely a thing as the female body is to describe the offspring as a pearl retrieved from an oyster. The metaphor of woman as cold, wet earth may not be sufficient to explain Giulio's intentions, but it is at some level necessary in order to understand the meanings of the image.
To make of this engraving no more than an offshoot of Giorgione's career, especially to subordinate it to a hypothetical lost painting of dubious status, is to make the Renaissance narrower 46ln bk. I of the Ars Amatoria. See Myerowitz, 109, 127. 47Dardano, 54: "Ma al proposito della donna se l'usarai moderatamente, e a quel fine che 'ha creata Dio, non te la facendo Iddolo, e se secondo la convenevolezza la ciberai vestirai accarezzerai ti sara obediente, e buona, e ottimo ne raccoglierai frutto tenendo sempre la briglia in mano, e dandole buoni essempii, ne vitiandola: come anco s'ha vesti una buona terra, e in quella feminasti zizania non raccoglieresti frumento, ne altra biada non per difetto della terra ch'e buona, ma per la semenza rea, et inutile. Anchora il vino e buono a chi moderatamente l'usa a chi fa'l contrario nuoce, e questo istesso di tutte l'arti aviene lequali per loro natura sonll buone e senza peccato, ma chi quelle nial'usa le fa mendacemente incolpare, e l'errorc di pravi artifici ascrive a l'arte .... Cosi e della donna la qual non sola e buona per se, ma ogni sua coniuntione e conlmoda, e desiderabile come descrive Cicerone comune cosa in tutti li animanti e l'appetito della coniuntione cagione di generare, e certa cura de quelle cose, che son generate. Se dunque l'huomo usara la donna a fine di procreare, e discacciar lo stimolo della carne sanamnente intendendo ogni cosa di quella procedera in bene.".See also on this treatise, Herlihy, 71-74. Such a metaphor is not unique to Dardano; see also Palmieri, much earlier, bk. 3: "La moglie e in luogo della seconda terra, la quale il seine ricevuto, nutrica & miultiplica in abondante, & buono frutto" (first published only in 1529).
48Miles, 193-208, has argued that the social instability of the fourteenth century fostered defensive perceptions of women and that anxieties about both women and food shortages are traceable in the subliminal eroticism of the partially naked, nursing Virgin. She attempts societal diagnosis on the basis of an artistic type; I am dealing not with a type but with an exceptional image and mean to argue on behalf of my interpretation's plausibility by reference to social stereotypes.
